There are now an impressive range of studies in the fields of sociology, cultural studies, anthropology, and geography which examine the spatiality of musical practices at a wide variety of geographical scales, and in a multiplicity of cultural and historical contexts (useful reviews and collections include: Burnett, 1996; Leppert and McClary, 1988; Leyshon et al, 1998; Lipsitz, 1994; Martin, 1995; Miller, 1993; Norris, 1989; Ross and Rose, 1994; Sakolsky and Wei-Han Ho, 1995; Stokes, 1994; Swiss et al, 1998; White, 1987). Yet almost without fail, sounds themselves are only given a supporting and passive role. The focus of cultural analysis is always on practices associated with music rather than music's sonic qualities. In cultural geography, music is always a medium for some other communicative practice, never a means of communication itself. Music appears, for example, as the carrier for lyrics, which convey meaning in words, or as a vehicle for various types of social interaction and display, in, for example, studies of festivals and dance cultures (see, for instance, Kong, 1995; S Smith, 1994; Waterman, 1998) . It is argued here that sound itself has an important and active role to play in the organisation of social, economic, and political spaces. In this paper I consider three ways in which the sonic properties of music are centrally involved in the production of cultural geographies. I draw on material relating to English music of the period 1880^1940 in order to explore the ways in which sound informs the moral geographies of landscape, nation, and citizen.
a distinctive place for itself within the musical establishment and by an increasingly commercial music business. Composers looked to an idealised rural life, to folk music, portrayals of landscape, and to particular moments in English history, its music, and literature in order to inscribe the nation in sound. They sought a music grounded in national history and culture whilst at the same time developing a popular constituency. This was a particularly pressing task given that the utilitarian impulses of Victorian society resulted in charges that England was`a land without music'. The English musical renaissance mapped out in sound, moral geographies for the nation formed from landscape and nature, elite history, and the folk tradition. These had implications for the development of a form of musical citizenship, for education, and public broadcasting.
The following three sections each focus on one particular aspect of music's sonic properties and show how these combine to give national music a particular form of cultural authority. I draw particularly on literature from cultural studies and critical musicology to argue that the phenomenal properties of sound are not fixed and universal; rather they are actively produced by the performative relations of making music. At the same time, I make some more general points concerning a cultural geography of music in modernity. I argue that the phenomenal properties of sound are fundamental to the cultural politics of individual subjectivity, group identity, nation, and citizen.
Noise and music, nature and culture In one sense, music is clearly associated with nature and natural processesöthis is the province of sound as an expression of raw emotion, the physicality of rhythm and timbre. In national music it is the domain of the pastoral, for example, which draws some of its authority from the onomatopoeic qualities of sound and from an iconology of environmental symbolism. Sonic expression in the form of music is also the sphere of logical aesthetic structures, complex institutional formations, and sophisticated technologies. Thus it may equally be valued as one of the highest expressions of civilisation. For the creation of an English national art, music has a particular role negotiating the relationship between nature and culture, defining particular sounds and the social practices they are bound into, as high or low, primitive and sophisticated, southern and northern, European or non-European, in place or out of place. This section begins with the importance of sonic depictions of landscape for English national music; it considers the role of sound in negotiating the relationship between nature and culture. Commencing with the depiction of sound in landscape painting it highlights the central role played by the aesthetic codes of the pastoral in mediating this relationship. At the same time, the pastoral grounds a set of moral judgments defining sounds and the social practices they represent as legitimate and illegitimate in place or out of place. Thus in national music cultural geographies of exclusion and inclusion are performed in sound.
The classical CD shelves in any music shop will demonstrate the extent to which British music of the period 1880^1940, and English music in particular, is sold on its associations with countryside imagery (see, for example, Burke, 1983 ). This is not altogether an invention of contemporary marketing. In Britain the major group of nationalist composers during the musical renaissance was loosely known as the pastoral school. The work of Ralph Vaughan Williams, Gustav Holst, and their followers, or the more isolated figure of Frederick Delius, is illustrative of this. Music by these composers has been called pastoral because it quoted or imitated folk music, because of the frequent setting to music of poetry redolent with rustic imagery, by Thomas Hardy and A E Houseman, for example, and because it frequently includes rural and landscape imagery. Key works in this regard include George Butterworth's pastoral idyll On Banks of Green Willow and A Shropshire Lad based on Houseman's poetry, Delius's folk song setting Brigg Fair, Vaughan Williams's settings of folk songs and sea shanties the Norfolk Rhapsodies, his descriptive fantasia for violin and orchestra The Lark Ascending and his rustic opera Hugh the Drover. From the mid-16th century and England's belated engagement with the Italian renaissance, the pastoral has been a genre central to English landscape, its physical form, and artistic representation. In music as in garden design, agricultural improvement, painting, and literature, the pastoral is indicative of the complex relationship in British art between land and landscape, nature and culture (Revill, 2000) . To understand the part music plays in the construction of ideas of Englishness grounded in conceptions of landscape it is important to examine the ways in which sound negotiates the boundaries between nature and culture.
In order to examine the ways in which sound articulates the nature^culture divide we need to put the categories by which sound is differentiated under close scrutiny. We need to ask why things are classified for example as either`noise' or`music'? Who makes such judgments and whose interests do such classifications serve? Frith (1998) has pointed to the historical and geographical specificity of what is considered noise (see also Honkasalo, 1996) . He says that as our sense of noise changes, so does our sense of music:`O ne of the effects of twentieth-century technology has certainly been to blur the boundaries between noise and music, as music, including (perhaps especially) classical music, has become part of the soundscape as`background noise' as a sound against which other sounds (such as conversation) are foregrounded (rather than vice versa)'' (Frith, 1998 , page 100). Most notably Attali has focused on the differentiation of sound in modernity as central to a cultural geography of the modern world and to contemporary theorisations of modernity: Attali says:`M ore than colors and forms, it is sounds and their arrangements that fashion societies. With noise is born disorder and its opposite: the world. With music is born power and its opposite: subversion. In noise can be read the codes of life, the relations among men [sic] . Clamour, Melody, Dissonance, Harmony; when it is fashioned by man with specific tools, when it invades man's time, when it becomes sound, noise is the source of purpose and power, of the dream öMusic ...
All music, any organization of sounds is then a tool for the creation or consolidation of a community, of a totality. It is what links a power center to its subjects, and thus, more generally, it is an attribute of power in all of its forms. Therefore, any theory of power today must include a theory of the localization of noise and its endowment with form' ' (1985, page 6) . For Attali, the political economy of music begins with the social distinction between nature and culture, continues through a set of processes localising and commodifying sound, and results in the mobilisation of particularised sound as a universalised globalising aesthetic, political, and economic force. By adopting the term`noise' as the central problematic for his study Attali immediately recognises the social role of music in the establishment and maintenance of binary opposites recognised as fundamental to the social construction of modern consciousness, between, for example, order and chaos, human and nonhuman, civilisation and barbarism. In the cultural politics of sound, deployment of the term`noise' to distinguish between music and nonmusic acts as a very powerful ideological signifier. For a sound to be classified as`noise' places it outside understanding and beyond culture in the realm of pure materiality, a world of sound waves and audio frequencies, pitch and timbre. This is both the nonsignifying province of value-free science and the primordial wilderness of raw nature. Whilst as a counterhegemonic strategy the power of sound as`noise', to be disquieting, subversive, and antisocial, makes it a vehicle for critique and change. Attali suggests this with his claim that:``With noise is born power and its opposite: subversion''. In such countercultural projects`noise' reenters the realm of signifying practices and sounds move back and forth across the social divide between music and nonmusic (Leyshon et al, 1998) . Amongst those who have followed Attali's line of argument, Robin Ballinger concludes that the particular politics of music is articulated by the definition of musical sound apart from nonmusical sound.`Music' is constructed as an aspect of civilisation, whereas sound and noise`nonmusic' are linked to the uncivilised (Ballinger, 1995, page 13; see also Swiss et al, 1998) .
The perspectival formations of landscape painting which include depictions of musical and other sonic practices provide an important resource for examining the ways in which sound is socially categorised as noise and music, culture and nature. At the same time such paintings make clear connections between sound and the aesthetic practices of the pastoral. Attali's examination of Peter Breughel's painting Carnival's Quarrel with Lent (1559) (Attali, 1985, pages 21^22; also Swiss et al, 1998 , pages 17^19) uses sound to portray hedonistic, animalistic self-indulgence and contrasts this with silence representing middle-class piety, self-restraint, and cultivation. There are analogies here with what Leppert has called the struggle between authorised and unauthorised sound (1993, page 18; Swiss et al, 1998, page 18) . He says:`s o significant is the need to exert control over sonority, I would suggest, that the history of the West itself could profitably be rewritten as an account of sonoric difference'' (quoted in Leyshon et al, 1998, page 294) . In his essay on 17th-century Netherlandish landscape painting, Leppert (1998) examines the visual depiction of sonoric difference as a marker of social status. Abel Grimmer's painting Spring (1607) shows labourers working on the garden of a wealthy estate; beyond a river the musicians play for an aristocratic couple who lie in a boat. The aristocrats embrace in stillness contemplating the music. In this image music represents the culture of civilised leisure, the embodiment of intellectual contemplation, whilst the physical exertion of the workers exists in a nonmusical world of physical, natural, and bodily noises insensitive to the cerebral pleasures of music.
Here Leppert shows how, through the aesthetic categories of the pastoral, music and landscape together have a powerful role in negotiating the boundaries between nature and culture. The pastoral as a genre based in classical poetry has informed conceptions of landscape and rural life in Europe since the Italian renaissance of the 14th century. Through the pastoral, music has played its part in policing the natureĉ ulture divide sorting order from chaos and civilisation from barbarism in Western thought since classical antiquity. As Mellers (1987) has shown, the pastoral in music is perhaps most directly linked to classical and renaissance science through the Greek legend of Orpheus, an enduring theme in musical history. Throughout the Renaissance and into the Enlightenment music and mathematical science fuse theories of cosmic and social order within practical treatises on harmony and counterpoint (Glacken, 1967, page 17; Koeiningsberger, 1979; James, 1995, page 56) . Thus the pastoral provides a very powerful set of metaphors for ordering and classifying material and spiritual worlds. The sonoric properties and conventions of the pastoral make its' sound world singularly appropriate for the ideological purposes of national music. By imitating the sounds of natureöin particular, bird song, animal calls, the sounds of running water, rain, and wind, depictions of woodlands and gardens, etc öthe musical pastoral makes a direct onomatopoeic connection with land and landscape and therefore with the authority of natural order. Vaughan Williams's use of woodwind in his orchestral rhapsody In the Fen Country evokes bird call on the Norfolk salt marshes, which are then connected to folk song melodies, arrangements of sea shanties collected by Vaughan Williams on the Norfolk coast. Thus nature and culture are tied together in a seamless web of sound, practices rooted in the landscape and specific to place. Use of a solo violin laid over impressionistic orchestral chords in The Lark Ascending convey the feeling of flight on the thermal updraughts of a hot summer day. This makes connections between the`natural' territoriality of the lark and the idea of an order of natural beauty. In this formulation, place is a necessary grounding for creativity at the same time that the freedom to`take off' and`speak freely' is equally important. This expresses in sound Vaughan Williams liberal^radical politics, his concerns and hopes for the future of the nation (Revill, 1991) .
In pastoral music, sound both divides nature from culture and subsequently reincorporates it. Music occupies a particularly privileged and ambiguous position on the material imaginal continuum as both a direct expression of nature and a product of high culture. Because of this one might argue that music is duplicitous in a similar way to landscape as discussed by Daniels (1987) and is an especially potent means for shrouding complex and powerful ideological formations in a cloak of apparently transparent naturalism. Sound is spatially ordered as music (as opposed, for example, to noise) in discourses of the auditory, in musical criticism and appreciation, in noise pollution legislation, in codes of etiquette and behaviour, in advertising, in education, in anything which values sound as good or bad, appropriate or inappropriate, in the right or the wrong place. In this sense the pastoral is a key set of aesthetic criteria by which certain kinds of sound are judged in place or out of place. The pastoral therefore plays an important part in Attali's political economy of music and has contemporary as well as historical relevance for constructions of English identity. This is evident in the controversy surrounding the appropriateness of rock, pop, and dance music in the countryside, in, for example, the conflict surrounding the contemporary Glastonbury Festival, or the attempts by government and police to stop rural rave parties (Leyshon et al, 1998, pages 1^5, 21^25; McKay, 1996; Sakolsky and Wei-Han Ho, 1995) . In all these cases, the pastoral both sanctions appropriate sound and links this to conceptions of moral and social order in the sense suggested by Leppert. It is clear from the above that an examination of the cultural spaces of music must begin with an historical understanding of the relationship between culture and nature. Music cannot exist in isolation from a broader geography of sound and the very idea of music as a separate category of sonic experience depends on this cultural politics. The struggle between authorised and unauthorised sound constantly raises these issues as spatial questions. Such issues include the subversive role of sound to create alternative and semiautonomous spaces, as well as the sociopolitical mechanisms for enforcing silence (Bilmes, 1994; Franklin, 1994; Lyotard, 1993; Miller, 1986; Tannen and Saville-Trioke, 1985) .
Music and embodiment
Authors concerned with music as a political force often accent the communal qualities of sound generated by musical performance (Keil and Feld, 1994, page 18) . The intersubjective power of sound has informed a wide variety of political programmes on the left. Jameson's (1981) idea of the political unconscious, for example, rests on the authenticity of aural communication before its alienation and commodification in script. Gilroy (1993) draws on the structure and practice of African song with his idea of`call and response' as a means to constructing a hybrid transatlantic black political identity for the contemporary world. As Ballinger (1995, page 23) says in the context of present day countercultural strategies:`s ubordinate groups have used music as a weapon which is able to penetrate walls and minds ...'' The physical properties of sound, pitch, rhythm, timbre seem to act on and through the body in ways which require neither explanation nor reflection. This appears to grant music a singular power to play on the emotions, to arouse and subdue, animate and pacify. As an attempt to create a populist art, national music draws cultural authority from the apparently shared intersubjective qualities of sound. Its social and political messages are bound into an aesthetic of bodily involvement, the participatory imperative generated by its rhythmic and melodic qualities. This section begins with a consideration of the aurality of folk culture as a source of sonic authenticity for nationalist composers and continues with an examination of the role of sound in the discursive constitution of modern subjectivity more generally. I then examine the implications of this for a sonic cultural geography of national identity. I look at the role of national dance in the propagation of citizenship and the ways in which the spatial ordering of sounds mark out appropriate subjectivities for the nation.
As leader of the group of nationalist composers, Vaughan Williams believed that the key to a truly national English music lay in folk song. In the last of his Pokesdown lectures of 1903, Vaughan Williams justified the supreme importance of folk song to liberally minded musicians, enabling the composer to``make his art an expression of the whole life of the community'' (Vaughan Williams, 1996, pages 9^10) . The sound of folk music was seen to be a true expression of ordinary country life for a variety of reasons. Folk songs are transmitted orally, without a definitive version; such music was viewed as democratic and freely adaptable to the desires of the people. The rhythmic and melodic characteristics of songs and dances are frequently based on the labour process, such as sowing and reaping, or the social activities of community life, such as courtship dances. Most importantly, folk songs and dances were believed to be founded on the rhythmic and melodic traits of native language. Vaughan Williams said that folk music is the most direct expression of personal and intimate emotion because``it is the natural development of excited speech''. Folk songs spring up``like wild flowers among the people of a nation'' (Kennedy, 1964, page 31) . Thus music derived from folk elements encapsulates in sound the essential expressivity of the nation.
The properties of sound, rhythm, pitch, and timbre are material properties which operate on mind and body through physical mechanisms and to this extent the experience of sound is physiologically universal (Lidov, 1986; Rodaway, 1994; Shepherd, 1991, page 179) . However, the embodied qualities of sound may not only be structured by the biological subject, but actually work to construct subjectivity. Connor outlines the importance of this in the modern world. He says that we are particularly vulnerable to the effects of sound for two interconnected reasons. On the one hand, people in modern society are substantially surrounded by human-made noise, even though the exact origins of this sound is often not immediately clear amid the defuse urban soundscape of audio equipment, automobiles, domestic and industrial machinery, etc. However, the material volume of sound often occurs as an unwanted by-product of modern life. This places much of our sonic experience substantially outside the realm of meaningful signifying practices and therefore sound is experienced as noise, a meaningless material entity, a form of socially produced nature rather than culture. Such sound is at once both of us, human made, and not of us, apparently not made by anyone in particular. Not purposefully socially communicative it is both embodied and alienating (Connor, 1997 , page 209) Connor considers the importance of audio networks (the telephone, radio, and phonograph) to modern social organisation, the role of speech and self-expression in modern education, the role of sound in state-generated violence and oppression. He concludes that:`A ll this suggests the compelling importance of the auditory in the cultural, clinical and technological constitution of the modern self ... . The auditory self discovers itself in the midst of the world and the manner of its inheritance in it, not least because the act of hearing seems to take place in and through the body'' (Connor, 1997, page 219) . Schwartz (1992) produces an argument which reflects that of Connor. She claims that the auditory, in the form of an embodied rhythmic, gestural aesthetic, has a central place in the formation of modern subjectivity. Whereas Connor questions the visual bias of much writing on modernity, Schwartz's concern is with an unquestioned acceptance of the modern subject as produced solely through forces which classify, compartmentalise, and fragment. In a wide-ranging discussion, she traces the emergence of an expressive body as a social ideal during the latter years of the 19th century. Her argument moves from the theory of dance and the education of young children as mobile and spontaneous, fluent, supple, and rhythmic, to the time and motion studies derived from Fredrick W Taylor and the``pantomimes'' which Freud believed gave true expression to private anguish (Schwartz, 1992, page 104) .
It is in this context that we might begin to understand some of differing interpretations of the folk dance`revival' which played an important role in the renaissance of music in England. Boyes (1993) describes the conflict between two leaders of the folk dance movement: Mary Neal`the founder of the movement' and Cecil Sharp`the expert on tradition'. For the philanthropic Neal, cofounder of the utopean socialist Esperance movement (started in the 1880s), folk dance was key to a programme for social improvement amongst the urban working classes. Encapsulated in the romantic utopian idea of`Merrie England' and reflecting Schwartz's description of the emergence of the expressive body as a social ideal, this was to be built on music and dance as creative and empowering. In contrast, the Fabian and autocratic Sharp based his work on scientific anthropological theories of cultural development and was concerned with classification and codification, establishing a repertoire of authenticated works (Boyes, 1993, page 82) . Sharp therefore put forward formal teaching, learning by rote, graded examinations, and the incorporation of folk song and dance in the education system as a means both of establishing national standards of performance and of ensuring their consistent reproduction (Boyes, 1993, page 79) . Neal characterised the dispute between herself and Sharp in terms of what they believed the folk dance revival stood for:`I s it to be a real expression of the life of the people, a setting free of the best aspirations and ideals of those who toil for daily bread? ... Or is this movement to be only an accomplishment for those who can afford to spend years in the attainment of physical culture? Is it to be a subject for lectures merely?'' (quoted in Boyes, 1993, page 83) . Sharp and Neal represent two facets of the debate concerning the relationship between sound and subjectivity in modernity. Sound is both a creative force for selfrealisation and a tool for social control and regulation. For Schwartz and Connor also, sound is both part of the problem and part of its solution. As a teacher of dance Schwartz is torn between arguing, on the one hand, for the historical centrality of this`kinaesthetic' in the production of subjectivity; on the other hand, she argues for the redemptive properties of music and dance as a counter to the fragmentary and alienating dynamics of modernity. Connor, likewise, is concerned to document the importance of the auditory for technologies of the modern subject, and yet concludes by arguing for the auditory as a nonhierarchical realm of vocal difference which may form the basis for a`postmodern' heterotopic politics. Both authors appear to flirt with the utopian qualities of the auditory which are arguably a product of the modern aesthetics they seek to contest. Nevertheless, by questioning modernity as a solely scopic regime, Connor and Schwartz do point towards the need to take other forms of communication seriously, something which our increasingly narrow focus on discourse as text has tended to mask. This does not mean we have to give up on the discursive formation of subjectivity. Rather, one might argue that if, as many cultural theorists believe, we as human beings in society are inevitably pitched into discourse, and if discourse is fundamental to our`being-in-the-world', then the discursive is embodied in sound, in rhythm, timbre, and vibration as much if not more than visual (textual) signification. The auditory must therefore be central to the formation of subjectivity and its spatial constitution. This requires rethinking our ideas of discourse, broadening our conception of social communication and rethinking the now taken for granted relationships between sign and signifier. This has distinct implications for the auditory spaces of musical meaning.
Musical embodiment as a process of socialisation raises a range of issues for the relationship between music and subjectivity. The distinctions between mind and body, rationality and emotion, high and low culture, order and disorder, culture and nature reoccur frequently in histories of the relationship between music and subjectivity (see Buett et al, 1994; Citroen, 1993; Leppert, 1988; McClary, 1987; Walser, 1993) . Frith describes how the divide between so-called`classical' and`popular' music is bound up with the opposition between`serious' and`fun' sounds. Echoing in some measure Attali and Leppert, he says``this involves both a moral-cum-artistic judgment and a distinction between a mental and physical response'' (Frith, 1998, page 123) . A good classical performance is measured by the stillness and intensity of the audience's mental concentration. A good rock concert, by contrast, is measured by the audience's physical response, by how quickly people get out of their seats onto the dance floor, by how loudly they shout and scream (1998, page 125) . This distinction between rationality and emotion, between mind and body in Western thinking on music also racialises and genders musical experience. European romanticism, for instance, defines black culture with the body in contradistinction to the rational Western bourgeois mind. As a result, black music is interpreted as somehow close to nature irrespective of its sophistication (Frith, 1998, page 127) .
The process of gendering and racialising sound may be evidenced by constructing the sonic geography of the English musical renaissance. The Anglo-black composer Samuel Coleridge-Taylor (1875^1912) was championed as the rising star of English music after the overwhelming success of the first part of his cantata The Song of Hiawatha. This was performed whilst he was still a student at the Royal College of Music in 1898. Coleridge-Taylor has received very little credit for the central role he played in British music at the turn of the century (Revill, 1995; . Curiously the grounds for writing him out of English musical history were evident in his obituary tributes, the arguments for his marginalisation rest substantially on issues concerning the sonic qualities of his music. Sir Hubert Parry's recollections of the first performance of Hiawatha's Wedding Feast at the Royal College of Music demonstrate this:`T he primitive nature delighted in stories. He himself said that he was mainly attracted to Longfellow's poem by the funny names in it. At any rate it was simple, unanalytic, straightforward pleasure which appealed to him. He did not thirst for intellectual analysis ... . Like his half-brothers of primitive race he loved plenty of sound, plenty of colour, simple and definite rhythms, and, above all things plenty of tune'' (Revill, 1998, page 213) . Thus the music is interpreted as sonically pleasurable, bodily, and therefore`primitive'. As a writer of`tuneful' intellectually undemanding music Coleridge-Taylor is represented as irrelevant to the developmental trajectory of Western classical music.
Emasculated as the product of a juvenile, unsophisticated mind, his ability to handlè feminine cadences' is attributed to a particular empathy unavailable to the sophisticated white Anglo-Saxon male. Parry's words carefully mark out a space for Coleridge-Taylor's music well outside the Royal College, home of the English musical renaissance and place of its composition and first performance.
Auditory spaces and musical meaning
The sound of music tends to be defuse and pervasive, sounds are both difficult to draw a boundary round and difficult to block out. Because the semiotic properties of sound are not evidently grounded in formal symbolic systems easily connected to natural language, music is almost uniquely polysemic. Said's (1991) conception of music as transgressive recognises both the physical mobility of sound and the infinitely contested and contestable nature of its meanings. However ambiguous and equivalent, music is the most immediate and apparently unmediated of cultural media. In the act of musical performance, sounds appear to speak to us directly, without the translations of formal written and idiographic symbolic languages. Thus sounds seem to cut through symbolic and material boundaries, granting musical immediacy particular legitimacy as a communicative practice. National music derives cultural authority from several aspects of musical immediacy. On the one hand, its effectiveness is derived from bodily involvement, the participatory imperative generated by its rhythmic and melodic qualities. On the other hand, sound is valued for the directness with which it expresses thè soul' of the nation, the moral obligation of the composer as a servant of the people and [his] elevated sentiments as an artistic leader. In this section I argue that musical meanings and therefore musical immediacies are intimately and inextricably bound into the spatial formations, practices, and processes by which music is performed. The section begins with the historical and geographical specificity of musical sound experienced as immediate and transparently accessible. It continues with an examination of the relocation of the composer as a sovereign authoral voice in the 19th century within a developing geographical framework of economic and social institutions fundamental for national music. The section concludes with a brief case study which investigates how the sound world of one particular nationalist composer draws on and remakes these cultural geographies.
Attempts to understand the meaning of sounds as simply a reaction to some set of purely material stimuli soon run into trouble, even though this has been an influential approach to musical meaning since Meyer's Emotion and Meaning in Music (1956; see Budd, 1992 ). Frith, for example, has forcefully argued that there is no obvious relationship between human experience and musical sounds. Quoting Tagg (1993) , Frith (1998, page 102) believes that there are very few universally understood aspects of musical expression and they produce only the most generalised forms of bio-acoustic connections between musical structure and the human body. He says:`I t may be true, in short that in all cultures sounds must be louder the bigger the space they have to fill, that the human capacity to hold a breath or note is biologically determined ... . But to turn such`bio-acoustic' facts into musical principles requires rhythmic, metric, timbric, tonal, melodic, instrumental or harmonic organisation. Such musical organisation requires some kind of social organisation and cultural context before it can be created, understood or otherwise invested with meaning'' (Frith, 1998, page 102) . Though the arguments of the cultural turn might suggest that we should treat music textually, as a form of language, the material qualities of music suggest that this may be inadequate at the very least. Durant (1984, page 7), for example, argues that``for music there are no clear means of conducting meaning such as appear to exist for language''. Whilst Chanan believes``the effect is reinforced by the absence in music of the representational content by which other art-formsöthe linguistic and pictoralö are more clearly related to the body social and historical''. He calls music a``semiotic system without a content plane '' (1994, page 38) . In the light of these problems authors concerned with musical meaning have begun to question the linguistic centredness of much poststructuralism at the same time that they try to retain some benefit from its theoretical trajectories.
Music's specific physical qualities, its action on and through the body must be central to the understanding of musical meaning. Shepherd and Wicke (1997) find helpful Kristeva's (1989) assertion that the body is a source of language. Kristeva asserts that musical meaning originates in a metaphorical bodily site she calls the chora. Here musical meaning is derived from the already existing differences of the biological bodyö its drives, impulses, and needs. Bodily differences have already rendered kinetic, rhythmic, sonic, and tactile experience meaningful (termed by Kristeva`semiotic meaning'). Therefore, musical meaning derives from sources which originate before rational language (termed by Kristeva`symbolic meaning'). Musical meaning is therefore presymbolic rather than presemiotic. Though this formulation may allow us to take sound seriously within the discursive constitution of the body, there are a number of problems. If, for example, musical meaning must be traced to basic drives and`instincts', then little room is left either for musical meaning as a complex cultural formation, or for the historical and geographical specificities of musical experience which result from the study of music as a set of contingent social practices. Thus there is no place to critique hegemonic bourgeois interpretations of music as the universal language of individual self-expression. This is a major problem with the attempt to refigure musical meaning by Shepherd and Wicke (1997) . Others (for instance, Kramer, 1995; McClary, 1987) have used Kristeva's work in a much more historically and geographically located way, perhaps closer in spirit to Kristeva's own later work (see also Frith, 1998, page 103) . Kramer (1995) locates musical meaning and its seeming embodiment as an historically situated social practice. He says that the semiotic is only accessible through the symbolic, by humans already pitched into language. Thus he endeavours to overcome the problem of locating musical meaning in`low'-order differences by arguing that complex historically specific cultural formations are necessary to access such meaning and that such meanings are inevitably shaped by`high'-order meanings. They cannot therefore be reduced to the level of basic universal drives and instincts. Although music draws distinctively on the semiotic, it is a means of communication socially located within the symbolic order. Musical immediacy is therefore only accessible through socioculturally specific forms. Here Kramer echoes Frith's assertion that musical meaning requires musical organisation which in turn requires social organisation and cultural context. The practical consequences of these interrelationships are evident in clinical observations made by neurologist Oliver Sacks (1973, pages 282^285) . Playing, singing, and listening to music, Sacks found, could relieve impairments in speech, mobility, and writing in Parkinsonian patients. Only music that listeners identify closely with their own lives, music they find meaningful, can do this. Hence:`T he semiotic is articulated as an immediacy only through an already-significant symbolic that endows the immediacy of the semiotic with an already-reflective meaning'' (Kramer, 1995, page 20) . Thus, for Kramer, musical immediacy is a culturally performative practice. It is intimately bound up with individual biography, on the one hand, and with larger social and cultural formations, on the other. It is clear that a cultural geography of music needs to understand embodiment as a process of socialisation intimately bound up with spatial practices at a variety of scales. As Said (1991), Chanan (1994) , and others have shown, the social practices of performance and listening to music connect a range of sociotechnical practices: technologies of notation, musical theory and education, instrument making, concert hall and venue architecture, sound engineering, recording storage and reproduction, with the economics of production and marketing. Here a cultural geography of music needs to recognise the theoretical rapprochement between the material and the imaginal, which many currently find exciting in the work of Latour (1991), Law and others (for example, Hennon, 1987; Law, 1986; Serres, 1995; see Revill, 1998) .
The development of a body of music defined as`classical' represents a prime example of the geohistorical construction of musical immediacy closely connected to the forms of sonic authority enroled by national music. To listen to so-called`classical' music post-romanticism is to engage with the`voice' of the composer speaking directly to us through the performers. Located in auditoria designed for quiet reflection and focused concentration, music seems to speak transparently without apparent distortion and distraction, mediated only by a group of trained interpreter/musicians who in turn gain their status through their ability to`truly' reflect the wishes of the composer (Chanan, 1994, pages 132^142; McVeigh, 1993; Small, 1987; Weber, 1975) . Economic, institutional, and ideological spaces are important to the development of classical music as a culturally and historically specific form of sonic immediacy. The repositioning of the composer as a central figure in musical production results substantially from the economic location of composers in relation to their audiences and the publishers (Chanan, 1994, pages 158^159; Dahlhaus, 1989, pages 132^142; Ehrlich, 1985, pages 102^103; 1989, pages 1^29; Revill, 1998, pages 202^203) . The idea that sounds speak directly to us in an unmediated fashion found its philosophical grounding in German idealism which theorised both the nation-state and the bourgeois romantic spirit which became fundamental to the nation as an ideal (Middleton, 1990, page 106) . In romantic idealism music becomes``at once the most humanlyrevealing form of art and the form most resistant to description or analysis in conceptual terms'' (Norris, 1989, page 307) . As such, music as an art for the nation came to represent, for land and people, the most natural expression of their deepest essence and spirituality. In England this may be characterised by Walter Pater's (1839^94) assertion that``all art aspires to the condition of music''. Pater's rallying cry of``art for art's sake'' and his call in Studies in the History of the Renaissance (1873) for a new English renaissance is viewed by Stradling and Hughes (1993, pages 17^19) as a key moment in the intellectual justification of an English musical renaissance.
The idea of a nationalist school of music rests precisely on a romantic notion of compositional authority, yet the implications of this are ultimately ambiguous. The idea of`classical' music creates an aesthetic hierarchy of auditory spaces; abstract, structurally complex instrumental music, such as symphonies and sonatas, are valued above all else. Evidence for this cultural geography and its implications of the musical renaissance in England may clearly be seen, for example, in criticism of Coleridge-Taylor's music. The more spatially and temporally located music is, the more it connects with specific social practices (for instance, dance and song) or particular places (descriptive, programme music) the less it is perceived to contribute to a high culture defined by progressivism and universalism. National music occupies a complex terrain with regard to`classical' music and the cultural authority this represents. To play an effective social role, nationalist art needs to combine abstract and realist attributes, aesthetic qualities characteristic of the modernity. Such art needs to have populist appeal, reflecting thè real' circumstances of a people's history, culture, and social condition. At the same time it needs to`abstract' these from current circumstances and project an idealised path from past to future, a form of justification grounded in an abstract logic. The urge to locate English music within the mainstream of Western high culture may be seen in activities at the Crystal Palace. Here under the directorship of (Sir) George Grove, an ambitious concert programme founded on an ideology of rational recreation juxtaposed music by leading European composers and new British works. Grove's educational concert programme notes formed the basis for his edited four-volume Dictionary of Music and Musicians (1879^95) which excavated a new and central place in the story of Western music for English music and its history (Musgrave, 1995) . At the same time, composers, academics, and other musical leaders recognised that a national renaissance in music required a popular base in musical appreciation and participation. Effort was needed to find ways of situating music more centrally within English culture. Later this was to find expression in the music policy of the BBC (formed 1922) which took on a principal role in the renaissance as educator and patron for British music. Beyond educational concert programmes such as that at the Crystal Palace, the most widely accepted model for creating an art music which had some form of wide appeal was that of opera in Italy and France. In these countries, opera was perceived to form an integral part of community life, it educated and cultivated taste at the same time that it provided an infrastructure of employment possibilities for musicians and composers. Thus it was argued that large-scale dramatic choral music was central to the development of a`mature' musical culture.
The composer Rutland Boughton was most notable in arguing that a distinctly English form of opera could form the basis of a national music. Boughton set out his ideas in Music Drama of the Future (Boughton and Buckley, 1911 ; see also Hurd, 1983; . Here he argued for something termed`choral-drama', a fusion of Greek theatre and the British oratorio tradition combined in a large-scale dramatic form along Wagnerian lines. Boughton's music illustrates the ways in which national music draws cultural authority from both the participatory and the expressive immediacy of musical sound. At the same time it shows how sounds take on meaning from their performative location as the practices of making music engage and enrole social, economic, and political practices into active networks with cultural meaning. A particular value of sound in this context and its ambiguous shifting position between nature and culture is its role translating between the`abstract' and the`real', the environmental specificities of site and social activity and complex developmental ideological formations.
For Boughton, a self-taught intellectual and committed Morrisite Christian socialist, choral-drama was to have two main attributes which would make it an expression of``the very heart's core of the national life'' (Boughton and Buckley, 1911, page 32) . First, following the Wagnerian model choral-drama should be based on national legends. He believed that universal moral standards could best be presented for`the people' in culturally specific form:`B etter a modern indigenous symbol than the Hebrew calf; but better still a racial native legendary symbol such as Wagner has given us in the`Ring of the Niblungs'. This last will also appeal to the Norse element in our nation. A Celtic legend would probably have even stronger force'' (1911, page 6). Boughton echoed the sentiments of Walter Pater, arguing that music is``the only really creative art '' (1911, pages 3^4) , the measure and the medium for expressing the highest feelings of humanity. Second, therefore, a national choral drama should involve the whole community in making music. Here Boughton relies on a particular reading of the role of the chorus in Greek drama, its``outstanding value'' to the public is that it is the means``they themselves enter into the art-work' ' (1911, pages 34^35) . As participants in the making of sound, they therefore perform in the noble sentiments only expressible through music. Commenting on and propelling the narrative forwards the chorus for Boughton represented a model for plebian justice and an expression of the public will.
In a Nietzschean formulation ranging from vitalism to the borders of totalitarianism, Boughton connects the shared experience of sound and the communality of making music with the expression of a transcendental racial spirit. In turn this gave the composer a very particular form of populist authority to speak for the nation. Never known for his humility or sense of irony, Boughton derives from the properties of sound a form of legitimation very different from that of the bourgeois liberal Vaughan Williams, even though both stem from versions of the folk:`I became aware of the truly popular nature of all the greatest art, and of the fact that the greatest artists acquire their superhuman power by acting as the expression of the oversoul of a people. Then I understood why Wagner had chosen those folksubjects which had been produced by that oversoul. A cycle of Arthurian dramas, in imitation of the`Ring of the Niblungs', was planned as the outcome of this '' (1911, page 26) . Thus for Boughton sounds connect the communal and expressive attributes of musical immediacy, which together give legitimacy for his own personal brand of populist authoritarianism.
Fundamental to Boughton's project was the establishment of his music within national culture. Taking as his model Wagner's theatre at Bayreuth, a suitable location was sought to build a theatre (symbolically called the Temple Theatre). Here it was planned to create an annual festival of choral-dramas grafted with local involvement and participation into the routine of the community. A group of artists, musicians, and performers would be formed; they would devote themselves to serving the festival and working with the local community, engaging in agricultural work at other times. With the intervention of the organicist Philip Oyler (on Oyler see Matless, 1998 , pages 159^161), Boughton and his supporters settled on the town of Glastonbury for the establishment in 1914 of an English Bayreuth.
Glastonbury was an ideal location for such a festival. Its landscape fuses classical, Celtic, and Christian myths inscribed on the landscape through the archaeological remains of historic and prehistoric peoples. Glastonbury is firmly embedded within a particular notion of Britishness, which like the English musical renaissance itself draws strength from its metropolitan-centred eclecticism. It encompasses poetic space for imagining the purpose and character of the nation. It provides the material evidence to legitimate a range of myths concerning the origin and election of the people, the unassailable right of their democratic liberty and moral legacy of their charismatic ruler heros (see A D Smith, 1991; . This cultural matrix of national identity resonates harmoniously with Boughton's sound world, combining the national trajectory of Wagnerian legend, the participatory joy of the Christian oratorio tradition, the simplicity and directness of folk music, and the vision and voice of the composer bard. For Boughton and his collaborator Reginald Buckley, the performance of music mediates and engages a range of discourses and practices. Their ideology of national citizenship is expressed through a network of meaning which both localises and generalises by its realisation in sound. Glastonbury and its history would form a focal point; it would be a stage set for the nation conceived as opera. Its music would resonate from this stage through the auditory space of wider society, carrying its moral message into the everyday life of the nation as a whole. As Buckley put it:`W e do not seek to exhume the body of Arthur, but to bring the soul of him into modern life, till the Arthurian spirit become as potent a factor in the people's life as a budget or an education bill'' (Boughton and Buckley, 1911, page 48) .
Conclusion
In this paper I have argued that the role of music in the organisation of social, economic, and political spaces must have as a starting point the distinctive geographical properties of sound. National music gains cultural authority through the properties of sound. These are not fixed and universal but temporally and spatially specific, actively produced in the material/imaginal networks created by musical performance. These properties help give the cultural geography of music a very distinctive cultural politics and thus a particular active place in society. This active role may be traced in the realisation of sound through performance, creating geographies of inclusion and exclusion, inviting communal identifications, and making rhetorical links between material evidence and ideological aspiration. Attali may have been right to place sound at the centre of power in the modern world; yet it is arguable that he was insufficiently daring in his hypothesis, linking the political implications of sound too closely to the amplifications and silences of totalitarianism (Attali, 1985, page 7) . The example of English national music demonstrates some of these broader political implications. Though the product of institutional structures more or less closely coordinated with those of the state, it was not the product of a national propaganda machine any more than it was simply an effect of capitalist commodification on a romanticised folk culture. Rather than just providing a backdrop or context, musical sounds themselves played a distinctive part in the cultural politics of Englishness in the early 20th century, legitimating specific landscapes and histories, valorising particular notions of subjectivity and the subject, thereby helping to define the moral and social role of the citizen. The exact nature of that citizenship is a matter of some contestation. One has only to remember the conflict between Mary Neal and Cecil Sharp, or to consider the different conceptions of popular representation articulated by Ralph Vaughan Williams and Rutland Boughton to find examples for this.
However, the purpose of this essay has not been to isolate and fetishise sound but to examine relationships between the material^phenomenal properties of sound and the way in which these are imagined, represented, and performed in philosophy, aesthetics, music theory, politics, and the practices of playing, singing, and dancing. None of the examples used in this paper has considered sound in isolation; all involve the discursive construction of sound in written history and criticism. Yet simply to think of music as a form of text analogous with writing or whose material form can be reduced to a set of discursive metaphors is to lose track of sound, of music as a distinctive mode of representation with a physicality and a history which cannot be divorced from an understanding of its cultural role in society. Approaches to musical meaning which choose between music as, on the one hand, representational and textual and, on the other, nonrepresentational and affective are ultimately unhelpful. This is arguably the case even though the distinction between semiotic and phenomenological or between the practical and the reflexive might suggest this (see, for example, the discussion in Thrift, 1997). As the work of Shepherd and Wicke indicates, the relationship between the representational and nonrepresentational (or prerepresentational) is much more complicated than such a simple binary divide might at first suggest. Kramer, Leppert, and Frith show us the extent to which the very idea of nonrepresentational, affective, or emotive communication is historically and culturally located within specific formations of auditory space.
Following the example of Latour, Callon, Law, and others it is argued that the capacity for sound to become a distinctive and powerful geographical force is closely related to its capacity for engaging and marshalling other practices and discourses. If we are to take seriously Frith and Kramer's assertion that musical meaning requires musical organisation which in turn requires social organisation, then we need to recognise the complex forms of spatial organisation which both produce and are produced by the practice of music. Boughton was acutely aware of these cultural resonances as he sought a location for a festival to celebrate his Arthurian cycle. Yet neither he nor his music was able to draw together sufficient cultural, social, and economic resources to give his vision of Englishness popular legitimacy. One has only to listen to Boughton's music to hear the hopelessness of this populist project based on elite cultural practices (see Lambert, 1948, pages 100^115) . Its late romantic tonal harmonies and broad folksy melodies are inherently conservative and nostalgic. Founded on a version of guild socialism which does not speak directly to an industrial working class, the location of Glastonbury connected with a range of intellectualised, elite, and paternalist versions of Englishness. The Glastonbury project acknowledged patronage across the political spectrum from the socialist poet Edward Carpenter and the geographer^sociologist^biologist Patrick Geddes, to the fascist Marchioness of Londonderry (see also Blake, 1997, pages 42^43 ). Yet one of Boughton's choraldramas, a celticised version of the Orpheus myth The Immortal Hour, did achieve great popular success in an auditory space very different from community performance in Glastonbury. Starting in 1922 The Immortal Hour achieved 216 consecutive performances at the Regent Theatre, Kings Cross, and another 160 consecutive performances in 1923 (Hurd, 1983, page 4) . Audiences found a story relating the impossibility of worldly happiness resonated very strongly with the post-World-War-1 experience of personal and family loss. If the music's accessible wistful romanticism activated any form of national psyche it was clearly very different from the`oversoul of the nation' imagined by Boughton. English national music had to wait for the BBC to find a medium capable of transmitting the moral sound of the nation into every household. Ironically, this was only as part of a broadcasting policy which excluded the work of overtly radical composers. Under such circumstances the sound of music by socialists such as Boughton was conspicuous by its absence.
